tradition and, foremost, the French Catholic writers. The term in itself is contentious.
Broderick's great literary hero was François Mauriac, scrutinizer of the coeurs inquiets and practitioner of a complex religious plerophory that defies any simple elucidation.
I have little doubt that Broderick used Mauriac's early novel Le Baiser au
Lépreux as the basis for The Pilgrimage; Noémi d'Artiailh, married to the repulsive cripple Jean Péloueyre for prestige and monetary accruement, bears a striking similarity to Julia Glynn. Both Michael Glynn and Péloueyre share a penchant for martyrdom;
Péloueyre goes so far as to deliberately contract tuberculosis on account of his disfigurement. Jean's trip to Paris proves the epiphany that is only hinted at in The Pilgrimage, but in both instances the reader must decide on the motives of the leading players.
A second literary influence would most likely lie in the Realist canon. If the French Catholic writers spoke of the necessity of emerging from Balzac's shadow, they, as other French writers would discover, were never wholly successful in their aspirations. Balzac looms large over the writing of Mauriac; they share the same preoccupation with human emotions, with provincial life and mundane routine, with physical and material captivation, with psychology and introspection -particularly in regards to the feminine subconscious -and a preoccupation with the possibility of salvation, even with spirituality.
denizens of a landscape as materialistic as Balzac.' Benedict Kiely, again in a review for An Apology for Roses, spoke of Marie Fogarty's rapacious behaviour in the following terms: 'This is as brutal as Balzac, who among novelists, is still the best man on money and what it can do, and what men and women will do for it.' (Kiely 1973) To broach both these fields -and in one essay -I will be leaning upon the work of the American critic, Leo Bersani, whose forte lies in the area of psychoanalytical realism. Bersani has made a habit of treating fictive characters as though they were patients and the critic the analyst. In his A Future for Astyanax: Character and Desire in Literature, Bersani focuses upon the concept of desire as the central tenet in exploring character and identity in realist narratives. (Bersani 1969) According to Freud, desire represents one of the major determining forces in language and symbolic interaction. (Freud 1952, 62-63) The repression of desire forms the cornerstone for psychoanalysisthe great duality of want or fantasy in conflict with social or sexual constraint. For Bersani:
Desire is a threat to the form of realistic fiction. Desire can subvert social order; it can also disrupt novelistic order. In formal terms, disruptive desire could be thought of as a disease of disconnectedness in a part of the structure which rejects being defined by its relation to other parts and asserts, as it were, a scandalous affinity with elements alien to the structure. (Bersani 1969, 66) I chose the medium of psychoanalytical criticism for much this reason. Bersani speaks of the realist novel's ambivalence in relation to 'heroes of desire. '(Bersani 1969, 67) Confrontation in the realist novel habitually erupts when the protagonist clashes with the strictures of social containment (Bersani 1969, 73) . Bersani speaks of the realist authors' penchant for 'castrating desire' in much the same way that Freud referred to the castration complex in his essays on the theory of sexuality -if society is phallocentric, then the subject defends himself against the contradictions which result from observation, a conflict that is abandoned only after a severe internal struggle. (Freud 1952, 241-260) I will go into further detail on this matter later in this chapter; for now, suffice it to say that I chose the psychoanalytical approach in relation to John Broderick, because of the notable presence of rebellious or iconoclastic heroes in his fiction.
Broderick's characters founder under the austere climate of social and religious probity. Homosexuality is seen as a disease that is to be exorcised; something malevolent that threatens to disrupt the social order. For Broderick, sexuality was about subjugation or it was seen as something unbridled that was recurrently hammered by the Catholic Church until it was reduced to an act of indecorous perversion. In The Pilgrimage there are scarcely any relationships that could be termed 'loving' (Murray 1992, 20) People marry for money, property and social advancement. Sex is almost bestial, in that it is all flailing limbs and darkened rooms reeking of uninhibited concupiscence. Should it fall into dissolution, Broderick's heroes are arbitrarily dismissed from the narrative. Nevertheless, in their departure, they attain a grace denied to them by the society that castigates them for their dégagé attitude -it is a small thing perhaps, for in Broderick's novels conformity and desire are forever at odd with one another. He offers no compromise to this particular pons asinorum; for Broderick, as life mirrors art, struggled vainly with a fervently Catholic outlook and a sexual proclivity that was forever open to boundless speculation.
In his article in Eiré-Ireland, Patrick Murray writes: 'A critic with a taste for the psychoanalytical interpretation of authors and their work would certainly be tempted to read Broderick in Freudian terms.' (Murray 1992, 31) And later, in the same paragraph:
But she thought she knew why Stephen had fallen in love with her. He would always be attracted to the perverse, the abnormal, the corrupt, because only with them could he construct the impossibly romantic vision of life which he cherished. (Broderick 2004, 176) Note the proliferation of negative adjectives. Much may be read from these lines, for if desire/eros destroys, the containment of our desire helps induce equilibrium back into society. Sex is the corrupting force in Broderick's fiction; it has to be purged from the system. Hence, when the local priest suggests a pilgrimage to Lourdes, it is as much a metaphor for the immolation of desire as it is for any possible remedy for the stricken Michael. The final chapter is a succinct one-liner: 'In this way they set off on their pilgrimage, from which a week later Michael returned completely cured.' The realist author places a great deal of importance in these 'disruptive forces'; they represent the breaking down of the social construct, throwing caution to the wind, for they rage
against the options open to them, and rather then compromise, dismiss them arbitrarily.
However, in order to regain the order that is of paramount importance to the realist novel, these fictive rebels have to be exposed to a ritual of expulsion. If not, as pointed out by Bersani, the novel drifts from a realistic portrait to one that becomes increasingly allegorical. Once the hero has been dismissed, the community is once more able to settle down, to begin once more the process of social structuring. A character such as Zola's Anna Coupeau, the prurient courtesan whose behaviour appears outrageous to a community in which affairs and tryst were common but never flaunted (Zola 1972) , offers a good example. As a child descended from the Rougon-Macquart line, she was raised in an atmosphere of dissolution and promiscuity, and she can no more avoid her future than she can escape her past. In order for the novel to progress, she is to be expelled and thus the thin veneer of morality is reapplied.
Bersani has done sterling research into Flaubert and the influence of Flaubert on
Broderick is irrefutable. In his later novels, Broderick's exasperating habit of halting the dialogue to offer some form of hierarchal commentary on events increased to the point where he actually began to intervene directly in his own novels. But if Broderick ever had a literary brother, it would probably have been Willie Ryan, the protagonist from his fourth novel, The Waking of Willie Ryan. Willie has been incarcerated in an asylum for over twenty years, a pawn in a conspiracy between his sister-in-law and local Parish priest, who are aware of his homosexual affair with a local landowner, Roger Whittaker.
After he is released, he returns home causing consternation for all involved. Willie, in speaking to Halloran, his 'minder', describes his former lover, Roger, as 'more or less like a father to me.' He continues, 'I never had anybody like that, I suppose that was what I was looking for.' Willie builds up Roger as a God, 'the way you do with somebody you love. ' (Broderick 1969, 111) Freud refers to this double orientation of the Oedipus complex in his paper on the psychical consequences of the anatomical distinction between the sexes. This orientation refers to a sort of affection for the father that makes the mother superfluous;
indeed the son may wish to arrogate the place of the mother. (Freud 1952, 241-260) The love rival here is not the hypothetical mother but the church, which threatens and, in part, follows through on the threat to castrate the child. The ideal marriage of his sister- (Richard 1970, 147) . The result is that Emma
Bovary is more a loose coalescence of body parts and surfaces.
Many commentators seized upon Broderick's fondness for recording bodily movements in almost minute detail. As Patrick Murray acknowledges, his characters are constantly 'pursing their lips, stroking their noses, crossing and uncrossing their legs, folding and unfolding their arms' and so forth (Murray 1992, 25 she does nothing to encourage the development. She is held back by 'idleness and fear', and the disclosure never materializes (Flaubert 2003, 214) . Julia, equally, awaits disclosure, but with bated breath. Whilst Emma turns her anxiety as surrogate to her romantic fantasies, Julia appears oblivious to anything but the preservation instinct, as does her lover, Jim, who concerns himself more with the five thousand pounds coming to him from Michael's will than with Julia's overtures.
Freud's theories on infantile sexuality may shed some light on this anxiety. (Freud 1952, 123-246) Before puberty, the development of inhibitions tends to be more pronounced in females, in that the component instincts tended to take the passive form in female sexuality while repression tends to become more manifest with girls. With the onset of puberty, boys experience the ascension of libido whilst girls face a fresh wave of repression, centred on the vagina supplanting the clitoris as the leading erotogenic zone. Because of having to change their sexual zone in the crisis years of puberty, females are more prone to neurosis, particularly hysteria. Another element, the emphasis on the breast as a place of succour, is also highlighted. The child depends upon those who satisfy his needs; he comes to love them. When the child is denied access to the breast, he may well feel that he has lost someone he has loved. Thus, states
Freud, 'a child, by turning his libido into anxiety when he cannot satisfy it, behaves like an adult. On the other hand an adult who has become neurotic owing to his libido being unsatisfied behaves in his anxiety like a child: he begins to be frightened when he is alone.' (Freud 1958, 239) Neither Julia nor Emma can bear to be alone; the ache of drab reality is too much to bear. Both, then, sate their anxiety with men who will never, can never, love them.
Romantic despair is edged in dignity. Julia may be regarded as a whore; indeed, she sells her body as readily for money as she does for satiation. Even Emma stoops to prostitution at the very last. Everything in her life is done with an air of theatrics; even her sickness is imaginary. But her redeeming quality, between the mediocre and the imaginary, is the verbal luxury of sensual objects. Her death, at her own hands, is the perfect dénouement for Emma Bovary, and she thus demonstrates her independence from the author who possibly sought to inflict a more coded form of sexual punishment upon her. Flaubert, in his attempt to fill in those 'great vacant spaces' of boredom, as
Rousset would term it, further attenuates the imagination of Emma Bovary, an imagination in which only the strongest sensations linger. (Rousset 1962, 172) The possibilities of life are thus pronounced, never more so than in refrain she hears carried through her window, as she lies on her deathbed: "souvent la chaleur d'un beau jour / Fait rêver fillette à l'amour…" (Flaubert 2003, 304 ).
Julia's saving grace is that she emerged in the ascendancy, from the earlier possibilities of her sexual maltreatment into a woman who appears to have supplicated Glynn is a romantic heroine, a modern Madame Bovary, only because she is not in any way romantic. She cannot afford to be; at least, not in John Broderick's world.
Any discussion on linearity in the novel requires some reference to Georg Arbitrarily dismissing the naturalists' surface reading, he saw the classical realist novel as reflecting 'a truer, more complete, more vivid and more dynamic reflection of reality.' (Lukács 1964, 174) It is a view that would clash, for example, with John
McGahern's manifesto, 'The Image;' that is, the 'still and private world' which draws comparison with the Proustian moi profond, the profound and deep seated 'I', juxtaposed against the ritualistic milieu (McGahern 1991). Explicitly, it is the solitary artist in society who transforms the subjective world of the imagination into the objective world of social identity and form. For Lukács, the realist novel was not so much about 'the episodic life of the mind' but the 'full process of life.' He rejects both the objective and subjective views of reality, the latter Joycean or, in parlance,
McGahern-esque. (Lukács 1979, 54) Rather, he promulgates the necessity of presenting an 'intensive totality' which corresponds to the 'extensive totality' of the world at large. ( Lukács 1979, 55) His thoughts emanate from Hegelian philosophy; that is, society as part of an unfolding drama, where linear development is never straightforward, but fragmented and contradictory. Lukács uses the example of the workers' struggle against their capitalist overseers; the contradiction between the proletariat establishing control and thereby negating the capitalist mode that utilises their labour to the benefit of the factory owners. But since the capitalist system formed the basis for the inception of the factory system, the workers are more or less negating themselves. Lukács's solution is dialectical, a dynamic and developmental resolution that reflects his Marxist thinking.
Put somewhat adumbratively, my thesis will be met by antithesis, until such time as both sides are powerful enough to form synthesis, which becomes the thesis, which will be met by antithesis and so on. Against this view, we have the individualism of modernist writers like Woolf, Eliot, Joyce and the French Naturalists, who were conceived of as distinctly elitist. Lukács's work on linearity is of pivotal importance in our understanding of modern literary trends. Broderick, in contrast, would have followed the example of Mauriac, who was concerned more about the individual than any particular social group. As Mauriac states:
Il est certain qu'au delà de la vie sociale, de la vie familiale d'un homme, au-delà des gestes que lui imposent son milieu, son métier, ses idées, ses croyances, existe une plus secrète vie : et c'est souvent au fond de cette boue cachée à tous les yeux que gît la clef qui nous le livre enfin tout entier. (Mauriac 1928, 273) Unlike McGahern, Broderick never espoused any significant literary manifesto. In the words of F.C. Molloy, from the 1960s in Ireland, there were signs 'that themes related to the community were no longer of primary importance; instead, there was an increasing concern for the lot of the individual.' (Molloy 1978, 193-194 In that context, the final chapter in The Pilgrimage is worthy of closer scrutiny.
It was probably the reason the book was banned in the first place, under the auspice that someone such as Michael should not be so arbitrarily 'cured' at the shrine of Lourdes. condition in accordance with her sex, in that 'a woman suffers continuously from the impotence which is exceptional in a man' as indicated by the critic Janet Dusinberre (Dusinberre, 1996) . With her husband's paralysis, she is forced to assume the dominant, phallocentric role in the relationship. Green (Mauriac 1951) . Mauriac differentiated between the common-law believers whose substantiations were afflicted with 'intellectual poverty, base credulity, hatred, the fear of strange alluring passions, and, under the guise of edification, prejudice against the noble works in favour of false and foolish rhapsodies' and the more daring proponents of a internalised Christian faith (Mauriac 1952 ). However, a writer like
Mauriac could afford to be daring; he could afford, even, to be sanctimonious. At the time of Mauriac's 'conversion', Catholicism in England and France was no longer the force it once had been. Mauriac rallied against the dying of the sacramental light, and thus brought into being an intrinsic tenet of his philosophy: to be a true Christian is to suffer; we all have a cross to bear and we bear it, for the most part, alone. 
